How electrifying it must be to discover a world of new, hitherto unseen pictures! Scholars and artists have described their awe at encountering the extraordinary paintings of Altamira and Lascaux in rich prose, instilling in us the desire to hunt for other such discoveries. 
such group to turn its back on earlier styles and embrace abstract art, though whether it could be called a homogeneous group or indeed felt it truly belonged is open to debate.
Their statutes, set out in 1936, state: "We believe that a new art form has been established which is definite enough in character to demand this unified effort." Miró, or Paul Klee with these recently discovered prehistoric paintings, further laid the groundwork for this reception. Constructing the concept of the prehistoric presupposed a linear chronological development that in turned allowed for the isolation of sedimentation, or a time capsule. This in turn became a projection space for visual artists on both sides of the Atlantic and shaped the discourse of the era. However, it was not just the desire for an unblemished prehistory of humankind that was driving the debate surrounding the concept of the prehistoric. It was also the search for a primal creativity.
Into this pulsating atmosphere with its sense of departure for new vistas, the AAA ark Airport that questioned the radical nature of the older generation and rejected the socialist style of Diego Rivera's murals. 12 The FAP, with its fixed weekly salary, offered the young painters of the AAA freedom in their artistic development and engendered in them an increased artistic self-confidence. However, it offered little in the way of exhibition opportunities. George Morris described the genesis of avant-garde art in the spaces The AAA persists even now as an artistic association and the object of arthistorical research. Despite the thousands of photographs available in Frankfurt, only a few black-and-white photographs complemented the painted copies, some of which followed the original scale and size. These provided a comparison between the different media and provided an impression of the rocks' surface. Barr's main focus was on the painterly aspect: the quickly executed watercolors and the copies with strongly overpainted surfaces. Nevertheless, the painterly qualities of the Frankfurt copies varied strongly; some were even reminiscent of scientific documents at the time. Despite this, the general public largely accepted the process of transformation from original to copy, and the authenticity of the works was not questioned.
Unlike in Europe, artist-made copies were increasingly regarded in the United
States as independent works of contemporary art. For at the time, thousands of American artists sought gainful employment working for the FAP and made ends meet by copying cultural goods for the Index of American Design. 41 Despite the discussions arising from the varying quality of mural paintings, and despite Gorky referring to the socialist style as "poor art for poor people," 42 Barr saw a connection to contemporary art: "Today walls are painted so that the artist may eat, but in prehistoric times walls were painted so that the community might eat." Despite the clearly evident stylistic differences, the prehistoric wall paintings at MoMA legitimated the turn to wall-sized paintings prevalent among the subsequent generation of abstract expressionists. In the press release, Barr added: "Two factors make this exhibition of man's earliest mural art of particular interest today: the extraordinary rise In his personal notes, Sandler wrote about the contemporary witness De Kooning:
"When asked about the surrealists he felt that only Arp and Miró had any real influence, the implication was that Miró's use of space was very important, and he may also have been thinking of Miró's influence of Gorky and himself shape-wise."
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Barr's visionary concept, which established a connection between the prehistoric and the present, the primeval and the modern, resulted from discourses that were prevalent at the time and from a desire within the visual arts to mark a new beginning that draws on the past and nature for legitimacy to equal degrees. Barr's show, which included copies of prehistoric rock paintings, drew on preexisting knowledge.
"First Surrealists Were Cavemen"
Prehistoric Rock Pictures in Europe and Africa garnered almost one hundred reviews nationwide. 51 In historical terms, it was a catalyst for the reception of archaic artifacts in the United States. Surprisingly, the reviews barely mentioned the difficult situation faced by Seibert "First Surrealists Were Cavemen"
31
European avant-garde artists in Germany, even using the term degenerate as employed by the National Socialists in Germany. And this despite the fact that the term degenerate was widely circulated in the academic jargon of natural and cultural sciences.
Klee was interested in non-European art, not least for the psychological states presented therein, and in the art of children. The Nazis used this as a pretext to declare him mentally ill and to abruptly dismiss him from his post as professor at the Dusseldorf Arts Academy.
In the United States, some journalists also had other options on the development of modern art. The Newark Star-Eagle published a review, titled "First Surrealists Were
Cavemen" (see fig. 1 Robert Goldwater undoubtedly summed up the decisive premise for the discovery of prehistoric paintings in his review of the exhibition in the 1930s, which appeared in advance of his pioneering publication, Primitivism in Modern Painting. 53 The points he raised remained valid for epochal exhibitions into the 1980s and triggered controversies:
"we must recognize this exoticism as an important factor in the constitution of the modern eye." 54 Goldwater focused the search for an explanation of the fascination with Ice
Age works on self-reflection. However, unlike non-Western objects and sculptures, prehistoric artifacts contain the magic of an unfathomably remote and unknown past. The element of time here is unique and ties artwork to the generic term primitive.
You Can See It If You Know It
The AAA only remained influential for a few short years, though notably setting the trend accepted."
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The politically left-leaning artists of the AAA felt solidarity with the Ice Age artists, whom they thought to be shamans who lived collectively and created communal art to pray for a successful hunt and survive difficult times. As the modern analogues of such artists, they saw themselves as part of a revolution that was based on a tradition fueled by the writing of Leo Trotsky, Breton, and Rivera in the Partisan Review in 1937.
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In Art Front (1937), Charmion Von Wiegand wrote:
Perhaps the future is not distant when Marxist science will unravel the mysteries of pre-historic human relationships and thus lay bare the social roots. . . . Engels was the first to attempt an interpretation of the social organization of primitive man. In our day Freud has sought to reconstruct his primitive mentality.
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In archaic art, they found solutions to their current, artistic impasse. Von Wiegand continues:
Here minute observation of the momentary aspects of reality emphasizes everything tactual. Form is a matter of contour; outlines are frequently engraved.
These pre-historic artists knew and mastered many of the problems of modern art. They studied perspective, movement, chiaroscuro.
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Hofmann's pupils wanted to follow nature-that is, prehistory-and felt they were in harmony with it. Indeed, Von Wiegand described the qualities of the prehistoric paintings in terms that are reminiscent of Hofmann's teaching:
Structure and muscular tension are dramatized through contrasts of light and dark spots and broken contour, so that a three dimensional art emerges, an art that does not slavishly imitate but seizes on the essential unity of the organism and renders it impressionistically.
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The AAA members' description of the formal qualities in the works, of light, shadow, and three-dimensionality, as well as the truth to scale, was aimed at current trends in contemporary art, and they recommended that other artists visit the MoMA exhibition. The personal notes from AAA artists who saw the show allow us to draw conclusions as to the transformation brought about by this new source of inspiration.
Among his papers, Lassaw mentioned the "cave" as the new subject of his work in 1937. 62 He found himself to be on the same wavelength as prehistoric artists, as the astonishing similarities between his lithograph and the copy of a South African rock painting indicate. But how did this change his art? We find a cave in his Shadow Box from 1938. 63 The dark, deep, black space of this rectangular box opens up only through the two amorphous cutouts in the front wall. These appear like two holes for the viewer to climb through in order to get to the entrance of a cave. 
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To shut out consciousness while painting and assume the original state of nature, to contemplate surfaces and establish tension between these surfaces within the pictorial space as a way to suspend perspective-these were the ambitions, along with an interest in C. G.
Jung's archetypes, that the AAA group shared with the American abstract expressionists.
However, they in turn did not reciprocate this interest. Not even Barr appreciated them.
In a very short time, the rock pictures show at MoMA changed the pictorial idiom for individual artists of the AAA. And for those observers who took the trouble to look for it, prehistoric grammar was evident. Art met art and generated art. MoMA's mission, as a museum of contemporary art, to embrace forward thinking, to maintain flexibility and pursue a capacity for change. Nevertheless, he also held fast to the tried and true. After this survey exhibition at MoMA, prehistoric paintings provided the cues followed by the American art-historical canon. As such, the concept of his exhibition relied on extant knowledge, which he and Miller updated in a visionary manner.
Conclusion
However, their significance for the genesis of contemporary art was recognized, just as was the case following the discovery of Native American art. Barr's idea to connect prehistory and modernity marked a milestone on the path toward a distinctly American contemporary art.
As regards the AAA group, my microanalysis shows that future research on this exhibition may well lead to further astonishing facts on the genesis of contemporary art. 
